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The August 1977 issue of Soundboard featured the facsimile of a guitar arrangement of the famous nineteenth-century song “I Dreamt I Dwelt in Marble Halls” from
M.W. Balfe’s opera The Bohemian Girl. The music in this facsimile was arranged by the
little-known American guitarist James Ballard and appears to be a presentation copy,
since it carries the inscription, presumably in the arranger’s own hand, “Presented
by the author Ja.e Ballard Esqr. 1845” (figure 1). Ballard adapted a number of popular
pieces for the guitar between 1835 and 1850, including “Then You’ll Remember Me”
(also from The Bohemian Girl), Henry Russell’s once celebrated song “Woodman
Spare That Tree,” and “The Cha Chiecha—As danced by Mdmlle Fanny Essler” (cf.
Soundboard of May, 1980). There is nothing in any of these arrangements that would
seem to set Ballard apart from the several dozen arrangers doing similar work in the
United States at the same time, among them Francis Weiland, Otto Torp, Leopold
Meignen, and Adolf Schmitz. However, as this article will attempt to prove, Ballard
was an important figure in early American guitar history and the author of a major
book on guitar pedagogy: The Elements of Guitar-Playing.1
Little is known about James Ballard himself except that he was a music teacher in
New York City.2 In 1845 and 1846 he placed a series of advertisements in the Broadway
Journal, at that time under the editorship of Edgar Allan Poe, where he describes
himself as a “professor of the guitar, singing and the flute.” His address in 1845 is given
as “135 Spring Street”(figure 2) and the following year as “15 Spring Street.”

1 James Ballard, The Elements of Guitar-Playing: Including a Complete System of Fingering,
Founded on Chord Positions; Together with a General View of the Rudiments of Harmony, adapted
to the Formation of Guitar Accompaniments, 3rd ed. (New York: Geib and Walker, 1838).
2 For a brief sketch of Ballard’s life, see Peter Danner, “Ballard, James,” in The Grove Dictionary
of American Music, vol. 1, 2nd ed. (New York: Oxford University Press, 2013), 301, https://www.
oxfordreference.com/view/10.1093/acref/9780195314281.001.0001/acref-9780195314281-e-542.
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Figure 1 Ballard’s autograph, from a presentation copy of Balfe’s “I Dreamt That I Dwelt
in Marble Halls,” 1845. The song’s original title is “I Dreamt I Dwelt in Marble Halls.”

Figure 2 Advertisements from The Broadway Journal,
November, 1845, including one for Ballard.

Like many “professors” of music, Ballard wrote a method for his instrument. In
fact, it would appear at first glance that Ballard actually wrote two guitar methods.
One was Ballard’s Guitar Preceptor, the third edition of which appeared in 1838. A
copy of this book can be found in the archive of the GFA. No information concerning
earlier editions has been found, but the appearance of a third edition suggests that
it must have met with some approval. It contains thirty-one pages, the first eight of
which provide a sketchy and uninspired set of “preliminary explanations.” The music
found in the second part of the Preceptor is fairly typical of American methods of
2
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the time, although Ballard includes more pieces by such European masters as Sor,
Carulli, Aguado, and Giuliani than did Otto Torp or J. B. Coupa, the authors of two
of the more significant contemporaneous American methods. Along with études by
the author and the European guitar composers mentioned above, Ballard includes
simple arrangements of such popular melodies of the period as “Love’s Ritornella”
and “The Bride’s Farewell”—and the earliest appearance I have discovered of that
hardy American perennial “The Spanish Fandango” (here simply entitled “Fandango”).
Ballard’s Guitar Preceptor is described on the title page as being “intended for
the use of commencing students” and as “abridged from the enlarged and improved
edition of his ‘Elements of Guitar-Playing.’ ” Indeed, the appearance of two sets of
numbers on many of the pages shows that the same music plates were used in both
books. Both the Preceptor and the Elements are listed in Appendix I of Paul Cox’s
dissertation on early guitar method books, although Cox says nothing further about
either.3 This is not surprising, if one were to base a judgment of Ballard on his Preceptor
alone, which contains little of interest from a modern standpoint.
With the help of Eric Van Voorheis of Berkeley, California, I recently was successful in tracking down a copy of The Elements of Guitar-Playing. This was a copy of
the third edition, which like the third edition of the Preceptor, also appeared in 1838
(figure 3).4 Unlike the Preceptor, however, the Elements turned out to be an important
example of American guitar pedagogy and probably the most significant method to
be produced on this side of the Atlantic before the Civil War.
Nothing is known about the first two editions of the Elements, which may have
been issued simultaneously with earlier editions of the Preceptor, but Ballard himself
tells us that the third edition “has been enlarged by the insertion of twenty-two additional pages,” all of which appear among the musical examples in the second half
of the book. This additional material also includes an article entitled “Rules for right
hand fingering” and another on “Barring.” The material discussed below, however,
seems to have appeared in the earlier editions of the Elements and may date back to
1836 or even earlier.
The third edition of The Elements of Guitar-Playing contains eighty-eight folio-size
pages. The second section includes all the music found in the Preceptor as well as a
number of more advanced pieces, including Sor’s op. 32 no.2, and op. 35 no.7. It is in
the first forty-four pages, however, that the principal interest lies. This consists entirely
of text (quite different from the elementary instructions supposedly “abridged” in
the Preceptor), and it offers the modern reader one of the most detailed accounts
we have about early nineteenth-century guitar pedagogy. The Elements is, in fact, a
complete treatise on guitar playing surpassed in length only by Sor’s Method for the
Spanish Guitar (published in an English translation some six years earlier) and by
3 Paul W. Cox, “Classic Guitar Technique and Its Evolution as Reflected in the Method Books
ca. 1770–1850” (PhD diss., Indiana University, 1978), 187.
4 This dating is based on the copyright notice on the reverse of the title page: “Entered according to Act of Congress, in the year 1838 by GEIB & WALKER, in the Office of the Clerk of the
Southern District of New York.” Based on the publishers cited on the title page, however, the
actual print used for the present study probably dates somewhat later.
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Figure 3 Ballard, The Elements of Guitar-Playing (1838), cover.

Aguado’s methods of 1825 and c. 1834. As such it provides valuable insight into the
musical thinking of its time. In his preface, Ballard refers to his extensive text and
defends it by stating:
Another point of departure in this work from ordinary usage is, that it contains a
larger portion of descriptive matter than of musical examples. Upon this subject, it
is pertinently observed by SOR “I never could conceive how any one could write a
Method with a far greater quantity of examples than of text. Musical examples tell
me clearly enough what I am doing; but the text should tell me how I am to do it.”
It may possibly be imagined by some that too much space has been given to
theoretical details; but in a country where scientific knowledge is brought within
the reach of all, it is thought that the objectors on this score will not be many.

4
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From the frequent necessity the author has been under of giving manuscript
lessons in the course of his teaching, arising from the want of a proper instruction
book, he is not without hope that his work may be useful to those of his brethren
in the profession who may be similarly circumstanced.

While America may have been “a country where scientific knowledge is brought
within the reach of all,” Ballard suggests that it might also have been a land where
good teaching material is hard to come by. Nevertheless, Ballard knew at least one
good source. Much of the Elements is directly based on Sor, an author whom Ballard
acknowledges, quotes, and obviously admires. There is no evidence that Ballard
knew Sor’s Method in any but the Merrick translation or that he was acquainted
with Aguado’s Escuela de guitarra. Indeed, it is quite likely that Ballard knew neither
Spanish nor French. The text of Ballard’s Elements proceeds in the same order as
Sor’s Method, and several of the section titles (“Of Setting the Strings in Vibration,”
for instance) are taken directly from the Merrick translation of the Spanish master.
Although Ballard is willing to acknowledge his debt to Sor-Merrick, it is interesting
to note that at least some of the American press was not so flattering. In a review
of an earlier edition of the Elements, published as an advertisement to the present
book, the critic for the New York Mirror is quoted as saying, “In England, indeed,
a translation of Sor’s large work is to be had, but it is miserably executed.” Ballard
himself has this to say about Sor’s Method:
In preparing the materials for this work, many of the opinions contained in the
elaborate Method of the celebrated SOR have been adopted. But as that writer
intentionally omits saying anything concerning the first principles of harmony as
connected with the Guitar, reserving that subject for a separate work which has
not yet been published,5— the author of the present treatise, wishing to supply a
desideratum of such importance to a guitar-player, (who, above all other performers, ought to possess some knowledge of harmony, in consequence of the frequent
use of the instrument for extemporary accompaniments,) has endeavored by the
manner in which he has arranged and applied the Positions to practice, to add an
entirely new feature to his ELEMENTS.

By “Positions,” Ballard is referring to the “Chord Positions,” which are a unique
feature of the Elements and lie at the center of his approach to teaching harmony and
fingering on the guitar. Ballard has classified all major, minor, and dominant-seventh
chords into “positions.” A position is determined, not by fret, but by the note that
appears as its top voice. A “first-position” chord is one in which the upper voice is
an octave (or double octave) above the root or “fundamental note.” In the “second
5 On page 36 of the Merrick translation of his Method, Sor refers to “the treatise which I intend
to publish, On Harmony applied to the Guitar.” Unfortunately, this treatise seems never to have
been published. All references to the Sor Method in this study refer to the Da Capo reprint
(New York: 1971) of Ferdinand Sor, Method for the Spanish Guitar, trans. A. Merrick (London:
Cocks, [1832?]).
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position,” the third of the chord is in the treble, and in the “third,” the fifth. Note that
this has nothing to do with chord inversion; it is the note on top that determines
the “position,” not the bass. In all, Ballard has distinguished eleven possible combinations of chords and positions within any given key or on any given fret. Figure 4,
for example, shows the eleven combinations for the top three strings at the fifth fret.
The first three chords (a, b, h) are the major, minor, and dominant-seventh chords
that have the first string, fifth fret in a first position (by definition they must all be
A chords). These are followed by the major, minor, and dominant seventh chords
in the second (c, d, i) and third positions (e, f, k). The final two chords are the major
chord in what Ballard calls “extended position” (g) and the fourth position of the
dominant seventh chord (l), which has the seventh as its highest interval. Ballard
notes that the roots are easy to identify and goes on to discuss adding the bass notes:
It will be observed that in the first position of a major or minor chord (a, b) the
octave of the fundamental note, which is always its name, is on the first string—in
a second position (c, d) it is on the second string—in a third position (e, f ) it is on
the third. . . . The dominant discord being only a major chord with a seventh added
to it, its position follows the same plan (h, i, k). . . .
In finding any chord, it will always be the shortest way to consider its position
as confined entirely to the upper note. This will prevent any confusion that might
otherwise happen; for although each of the intervals in a chord may be taken for a
bass, thus changing the inversion, yet, if the upper note should not be altered, the
position will continue the same. The fundamental or inverted bass, which remains
to be added to these positions, will always be found on an open string or on some
fret within reach of the fingers:—it is expressed in the above example by the small
notes.

Each of the eleven “chord positions” (a through l) has a distinctive fingering
pattern and can be constructed on any fret or in any key. When they are played on
the same fret, the chords will belong to different keys. However, if the chords “are
confined to one major or minor key, they have to be played on different frets in the
following manner” (figure 5):
At whatever fret a major first position may be formed, the second position will be
a major third (or four frets) distant,—the third position, a perfect fifth (or seven
frets)—and the extended position, an octave (or twelve frets) distant from the first
position.
Since all the keys are mere imitations of the original major and minor key, when
the positions of the harmonies of one are properly understood, the pupil, by following the same rule, will be able to form the corresponding position of any other
that may be required.

Ballard observes that the positions “described on the first three strings may also
be played on the deeper ones,” but because of the guitar’s tuning, “the fingerings will
6
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Figure 4 Ballard, Elements, p.27: eleven positions at fret V.

Figure 5 Ballard, Elements, p.27: shifting positions within a single key.

be different.” The first position of the C-major chord, for example, is “usually taken
with its upper note on the second string [first fret]” so it can sound down an octave.
Ballard gives a complete table of all eleven “chord positions” in each of the twelve
tonalities and concludes by stating:
The study of the positions is earnestly recommended, as they form the elements—
not only of all accompaniments, but of guitar music generally; indeed it is not too
much to say, that the whole system of harmony for the guitar rests upon them, as
they contain thirds and sixths. The positions most in use are comparatively few;
and pupils will be amply compensated for the little time expended in learning
them, by the facilities which will thus be acquired in reading and playing music at
sight.

Ballard’s system of chord position is a reflection of the guitar style of his day,
with its limited harmonic vocabulary, homophonic thinking, and heavy emphasis
on treble melody. It is unlikely that the system could be expanded to include other
styles of composition, but within its limits it is a well-thought-out attempt to relate
functional harmony to the fingerboard itself.
Like Sor before him, Ballard saw the intervals of the third and the sixth (and
their proper fingerings) as lying at the heart of nineteenth-century guitar harmony
and technique.
From their harmonious nature, thirds and sixths are allowed to succeed each other
on all the degrees of the octave—a circumstance that does not apply to any other
interval: hence their frequent recurrence, and the necessity for learning to play
them with facility.
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On the practice of thirds and sixths, the whole system of guitar fingering
depends; for all ordinary chords contain a third, at least, or a sixth, either between
the bass and one of the upper parts, or between two upper parts. The pupil, therefore, who thoroughly understands the system for fingering thirds and sixths, will
have a positive rule for fingering the most difficult guitar music. Indeed, it is by
combining these intervals with open strings that many of the superior effects of the
modern masters are produced; and the pupil who can execute thirds and sixths in
the different keys, will already have made considerable progress toward becoming,
not only a good guitarist, but a harmonist also.

As a study in thirds, Ballard recommends playing up the major scale on any two
adjoining strings taking care that “the first finger should slide along the upper string,
and the lower should be pressed by the second finger when a third is major, and by
the third finger when it is minor.” (On the second and third strings, where the interval
is different, the second finger becomes the “sliding” finger.) As musical material to
illustrate thirds and sixths, Ballard can think of none better than the exercises found
in Plates XI and XIII of Sor’s Method.
Perhaps on no other single subject was such a bewildering variety of advice offered
by early nineteenth-century instruction books than on the matter of holding the
guitar. Some authors recommended holding it on the right thigh, others on the left,
on the lap, or (in the case of Aguado) on a tripodion; some said the left foot should
be raised, others the right. Ballard, as might be expected, generally follows the advice
of Sor, although he adds some interesting reasons for the position he advocates:
The guitar should be supported on the right-hand side of the lap and the edge of
the chair; the right foot being placed on a stool, the right fore-arm resting upon
the edge of the instrument, and the hand hanging above the strings, between the
rosette and the bridge. The head of the guitar should be elevated so as to be nearly
even with the left shoulder. This position is somewhat different to the one commonly used; but its superiority must be obvious, for the following reasons:—the
guitar being kept stationary by the weight of the right forearm, allows the left hand
to move at pleasure along the neck of the instrument, while, at the same time, it
obliges the fingers of the right hand, from their hanging position, to be in the best
possible form for setting strings in vibration. The quantity of tone is also increased;
for the guitar, resting partly upon the chair, communicates its vibrations to the
floor of the room, which is, of course, a great addition to the vibrating body. (The
tone may also be increased by placing the edge of the guitar against the panel of
a door or the corner of a table.) Another important argument for the use of this
position is, that it allows the shoulders of the performer to be perfectly even.

At this point Ballard quotes from a little-known book by one Donald Walker,
entitled Exercises for Ladies, to support his observations about the shoulders:

8
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In playing on the guitar, in some instances, the right knee is elevated to support the
instrument, and the right shoulder is raised. This is avoided by the far preferable
position of SOR. [The one first described.] The practice alluded to, therefore, tends
to throw the lateral deviation towards the right shoulder. More frequently, perhaps,
the guitar is rested in the lap, the left foot is placed on a stool, and the left shoulder
is raised; this, of course, tends to throw the deviation in that direction.6

Walker’s comment about the right knee appears at first glance to contradict Ballard
and, for that matter, Sor, who also recommended raising the right foot. The point
all three authors seem to be making, however, has to do with keeping the shoulders
even. Sor, resting the lower edge of the guitar on his right leg, is using the stool to
raise “the guitar to a proper height for the left hand.”7 Ballard, resting the lower edge
on a chair (for acoustical reasons?), would also need a stool to raise the neck “to be
nearly even with the left shoulder.”
It is worth noting that the advice Ballard gives in his Elements is not the same as
he gives in the Preceptor. There, on page 5, he says:
The left foot of the player should be slightly elevated on a stool, in order to provide
a place upon which the concave part of the body of the guitar shall rest naturally.
The instrument should be held in the lap, in such a manner as to allow the head of
the guitar to be nearly even with the left shoulder, and at the same time afford to
the player an oblique view of the fingerboard and strings.

Was Ballard advocating two different techniques for the “serious” student and
the dilettante, or was he, perhaps, confused by the conflicting practices of his era?
One suspects the former; there is little in Elements of Guitar-Playing to suggest that
Ballard was a confused teacher.
Some of Ballard’s most interesting comments have to do with the right hand. He
is against resting the little finger on the sounding-board under any circumstances:
A moment’s consideration ought to prove, that placing the finger in this position
has no other effect than to cramp the others, and render them unfit for playing,
besides interfering with the vibrations of the sounding-board, and consequently
injuring the tone.

The fingers should “be placed in a straight line in front of the strings” and “should
be curved as little as possible, for the following reasons:”
6 Donald Walker, Exercises for Ladies: Calculated to Preserve and Improve Beauty and to Prevent
and Correct Personal Defects, Inseparable from Constrained or Careless Habits; Founded on
Physiological Principles (London: Thomas Hurst, 1836). His most popular book, Walker’s
Manly Exercises, went through fourteen editions between 1843 and 1878 including one popular
in the United States. This Walker should not be confused with the D. Walker of “J. & D.
Walker,” publishers of Ballard’s Elements. The publisher’s name was Daniel.
7 Sor, Method, 10.
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If the fingers are curved too much, the strings are put in vibration by pulling them
up, which causes them to vibrate against the fingerboard, and also to jar against
the frets; this being an obstacle to the freedom of the vibrations, lessens the time
of their continuance, and consequently diminishes the tone; on the contrary, if
the fingers are only a little curved, and the strings are touched on the side, so as
to cause them to vibrate across the fingerboard, having nothing to obstruct them,
the sound will be pure, and continue as long as the quality of the string and the
instrument will permit.

Unlike Sor, Ballard is in favor of using nails. In the section “Quality of Tone,”
Ballard has a good deal to say about nails and the passage is worth quoting in full.
The strings may be struck either with the ends of the fingers or with the nails.
These two methods of playing cause a difference in the quality of the sounds. The
tone produced by the nails, when they are firm, and kept perfectly smooth, is
decidedly more brilliant, penetrating, and distinct than that produced by the ends
of the fingers. The guitarists, however, who play with the ends of their fingers, contend that their tone is softer, and also superior on account of expression; but the
harshness of tone which they consider belongs to playing with the nails, only exists
when they are either weak or rough. After the nails are cut, they should be filed
with a smooth file till the ends are circular; the performer should then play a rapid
succession of arpeggios on the four largest strings, in order to clear away any little
roughness that may yet remain from the use of the file.
It seems self-evident, that when a string is struck by a smooth, hard substance,
like the nail, the vibrations must continue longer, and the tone consequently be
more sustained, than when the ends of the fingers are used, which, being soft, must
have a tendency to damp or muffle the sounds. The ends of the fingers, too, being
round, come upon the strings by degrees, leave them in the same manner, and
the sounds are rather blended together; while the nails touch them at once and
leave them as suddenly, thereby causing the sounds to be much more distinct and
powerful: besides, when the string is touched by the nail, it is not so far out of its
proper line of vibration as when pulled by the ends of the fingers; the tone must
therefore be more correct.
Playing on musical instruments with the nails is by no means of modern date. In
the descriptions of the Irish harpers, mention is made that they were very particular in cultivating their fingernails, as the power and brilliancy of the tones of
their instruments depended upon the strings being struck with them. Many of the
Spaniards, also play with the nails; and on small guitars they often use a piece of
tortoise-shell or hard wood as a substitute.

If this passage sounds slightly defensive, it is probably because of Ballard’s respect
for Sor, a guitarist strongly against nails. Ballard, in fact, was one of the few writers
of his period to favor nails. It is unfortunate, therefore, that he is not more specific in
stating where on the nail the string should be struck as did Aguado—who appears
10
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to be the first to advise the use of finger-nails8—and LeDhuy. Because he speaks of
the “brilliancy” produced by playing with nails, and recommends that the fingers
“should be placed in a straight line in front of the strings,” Ballard implies a head-on
attack, whereas Aguado advocated “plucking the strings obliquely . . . sliding them
between the fingernail and the tip of the finger.”
Ballard’s remarks about the left hand are sound, although they are not as detailed
as Sor’s. Among other things he says:
The thumb of the left hand should be placed behind the neck of the guitar, generally at about half its width, the first joint a little bent back: it serves the hand as a
pivot; and must never be used either for supporting the instrument or stopping any
of the frets. The wrist should be raised, and the fingers full curved upon the strings.
The position of the left elbow is of great importance, as it influences the direction in which the fingers of the left hand press the strings. In general, it ought to be
placed so that the fore-arm will be perpendicular to the neck.

He warns that the nails of the left hand must be kept very short and care taken
“that the strings, when stopped, are not pushed out of their parallel position.” In
playing barres, “the thumb should be drawn towards the further [lower] edge of the
neck, in order to increase the pressure of the fingers and thereby improve the tone.”
Ballard offers comments on a variety of other subjects of which the following is
a short, random sampling.
On tuning “Tuning is, perhaps, the least pleasant part of any thing connected
with the guitar, but no one will deny that it is, at the same time, the most important.”9
On guitar strings “The three smallest are similar to those on the violin, and the
others are called covered or silver strings, being made purposely for the guitar of silver
wire wound on silk. In playing with the nails the strings are required to be rather
thicker than when the ends of the fingers are used.”
On scordatura [“open” tunings] “This peculiarity of tuning, which is by many
considered as a great imperfection, is to the amateur of the guitar, a matter of congratulation; for it adds to the variety of guitar effects; and by its means, passages, which
sound very difficult to the ear, are often rendered exceedingly easy for the hand.”
On the glide [glissando] “By its use, a peculiar grace is often given to passages of
sensibility and feeling, in the execution of which the guitar is only to be equalled
by the violin.”
On the future of the guitar in America “There is such an intimate connexion between
the combinations used for accompaniments and melodies in general, that there can
be no reason why the instrument capable of executing the former should not also
8 Cox, “Classic Guitar Technique,” 138.
9 Like most guitarists of his era, Ballard recommends tuning each string to the fifth fret of the
string below, although the B string should be tuned to the ninth fret of the D string, “the B of
which is more correct than that produced at the fourth fret of the G string.”
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Figure 6 A letter from Wm. A. Pond & Co. to Spalding Evans, March 18, 1896.

be used for the latter. In this country, however, where vocal music has gained such a
decided preference, the guitar, considered merely as an instrument of accompaniment,
must eventually become even more extensively used than it is at present.”
Ballard concludes his treatise with advice as valid today as it was in 1838:
METHOD OF STUDY.—The ordinary manner of studying a lesson or a piece of
music, is to play it over from beginning to end, and then repeat it again and again,
with the expectation that the dexterity essential for the proper performance of the
piece will in time be acquired. By such a mode of proceeding, however, the pupil
soon loses sight of the intention of the composition, and concludes by playing
without expression, or even neatness. In fact, it is possible for a player to become
so habituated to the defects of execution which must inevitably occur in the difficult passages, as scarcely to notice them, although they may very forcibly strike the
ear of another person.
In taking up a new piece of music, the pupil should first look to the signature
to ascertain the key, time, &c., and then consider whether it begins with a chord
passage, and if so, what position of that chord will be most suitable to commence
with. The piece should then be gone over, with as few errors as possible, for the
purpose of ascertaining its character; after which, the details should be labored
till every part can be performed in its proper time, and the whole with a certain
degree of uniformity. In doing this, the pupil will not unfrequently meet with a bar
containing a passage of greater difficulty than the rest; in which case, it would be

12
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preferable merely to repeat the difficult passage, playing it at first rather slow, and
quickening the time until the requisite degree of facility is attained.

The Elements of Guitar-Playing may well be the first full-scale treatise originally
written in the English language. In its pages, Ballard gives a detailed picture of early
nineteenth-century guitar practice. The fact that it was published in America gives
the book added interest. The copy before me now bears on its flyleaf the inscription
“Spalding Evans 1870.” The copy is in rather poor repair, and Mr. Evans apparently
wrote to Wm. A. Pond & Co. (the successors to the original publishers) to obtain a
replacement. Bound into the book is Pond’s response (figure 6):
New York
M[ar]ch 18, 1896
Dear Sir,
In reply to your communication of the 15th would say that Ballards Guitar Book
is a thing of the past, having been out of existance [sic] for the past 25 years. Plates
are melted and no more copies are to be had.
Very truly
Wm. A. Pond

•
“A Noteworthy Early-American Guitar Treatise: James Ballard’s Elements of 1838” was first
published in Soundboard 8, no. 4 (November 1981): 270–76. Images and citations have been
updated and typographical errors corrected.
This article is part of a series, “From the Soundboard Archive,” featuring reprints of articles
by Peter Danner on the guitar in the United States, c. 1770–c. 1924. For an introduction to
the series, including links to each of the reprints, see https://digitalcommons.du.edu/sbs/
vol7/iss1/7.
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